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The fates of Portugal and various regions in Africa have been intertwined for hundreds of years as a result of Portugal's maritime-colonial expansion and the transatlantic slave trade, that also co-involved colonial and independent Brazil, with profound historical, geopolitical, socio-economic, and cultural consequences. Based on these historical circumstances, the relationship between Portugal and Africa is absolutely crucial for understanding the Portuguese national imaginary and the construction of its identity. While there has been a massive literary production in the form of historiographic, travel, memorialistic, and ictional Portugal. This dynamics is most apparent vis-à-vis the phenomenon of African migration, along with the ensuing emergence and growth of Afro-diasporic populations and identities, where marginalization, discrimination, and lack of citizenship have prevailed. "y the same token, I aim at bringing atention to economic shifts in the power relations between Portugal and its former African colonies, especially Angola, with important geopolitical and social consequences for both countries, where migration plays an important role. Cinema, literary iction, and popular music, among other cultural expressions, are providing a key platform for the symbolic representation and socio-political empowerment of marginalized African and Afro-Portuguese communities, as well as a prism through which to posit a multiplicity of shifting, and at times, overlapping identity formations ranging from static binary categories such as foreign/national, black/white, "frican/European as well as localized, situational, and/or hyphenated identities. Throughout this article, I shall focus on aesthetic, narrative, and ethical strategies utilized by ilmmakers Pedro Costa, Leonel Vieira, and Joaquim Leitão, as well as iction writers Lídia Jorge and "ntónio Lobo Antunes in their representation of Africans and Afro-descendants. Before, though, I propose journeying through history in order to understand the complex trajectory as well as the longevity of the "frican and "fro-diasporic presence 2 Two highly regarded modern musicologists of fado, Brazilian José Ramos Tinhorão (1994) and Portuguese Rui Vieira Nery , both agree on the "frican/"fro-"razilian roots of fado, particularly at the level of rhythmic and harmonic structure, as well as choreography. Fado is believed to have its origins in several musical/ choreographic/poetic strands two "fro-"razilian dance music genres of the eighteenth century -fofa and lundum -and the Spanish fandango also "frican-inluenced, according to Tinhorão [ , p. ] . These were all very popular, sensuous, and transculturated musical genres that evolved into fado by the nineteenth century, which became an exclusively song genre. temporary global lows not only a two-directional movement of migrants across the socio-economic spectrum within the Lusophone world, but also the two-directional movement of capital between Portugal and Angola, forging a strategic alliance between the economic elites of both countries with socio-politically detrimental ramiications for both nations, given the well known autocratic tendencies of the MPLA regime in Angola.
As has been widely established, immigration has become a socio-economic necessity throughout much of the global North. In fact, similarly to its European partners, Portugal's demographic growth is extremely low. Yet, as in the case of most Western European countries, in Portugal there has also been ambivalence towards the large presence of immigrants in the national landscape. This is relected in research surveys conducted between -4 . In contemporary Portuguese society, manifestations ranging from ambivalence and resistance to intolerance and racism towards sub-Saharan Africans (and their descendants) stand in sharp contrast with the deep seated national myths of Portuguese cultural exceptionalism such as Lusotropicalism, that are rooted in the perception or the interpretation of the Portuguese colonial enterprise as having been more "benign" and more open towards cultural and racial intermingling than that of other former colonial European nations. As pointed out by Inocência Mata, more than 30 years after the dismantling of the Portuguese colonial empire the discourse of the nation still "textualizes" Africans and their descendants as "the others" (2006, p. 289) . "s of there is still an oicial lack of distinction in Portugal between the category of "immigrant" and the notion of "ethnic or racial minority". In fact, the question of ethnicity remains a taboo in oicial government discourse in Portugal, as well in other European nations such as France, as highlighted by Joana Gorjão Henriques a, b . In the Portuguese case, there are legal impediments to collecting data based on ethnicity or race. This scenario has led to a general paucity on the part of Portuguese political authorities and even some social scientists in grappling with the country's changing demographics. The 2012 United Nations report on the question of race in Portugal points to the subtle racism that prevails in the country. The report is critical of the oicial lack of racial and ethnic categories that keeps Portuguese-born Afro-descendants within the conines of immigration, thus forestalling their social advancement. Furthermore, it argues that textbooks and national curricula do not ofer an accurate portrayal of Portugal's colonial past or any recognition of the positive contribution of Africans and Afro-descendants to the formation of Portuguese society 5 .
It is unquestionable that Portugal has now become, more so than at the height of its maritime expansion period between the late ifteenth and sixteenth centuries, a multiethnic and multicultural society, and that being "Portuguese" or for that mater European , more so than ever no longer means being exclusively white . This quantitatively new reality underscores the constitutive initude of Portuguese narratives of cultural homogeneity, while puting narratives of Portuguese cultural exceptionalism severely to the test. Thus, immigrants and their descendants, and in a particularly fraught manner, Africans and Afrodescendants in the case of Portugal (but not limited to it), "articulate the narrative of cultural diference which can never let the national history look at itself narcissistically in the eye" (Bhabha, 1994, p. 168 African empire as a result of a prolonged three-front war in Angola, GuineaBissau, and Mozambique, and on the other hand, to the accession and integration into the European Union. Thus, the irst wave of modern "frican immigration to
Portugal took place primarily between 1955-73 when 80,000 Cape Verdeans were recruited to the metropole in order to do construction work (according to Kesha Fikes [2009, p. 21 ] who cites António Carreira [1983] and Luís Batalha [2004] ), primarily due to the scarcity of labor resulting from heavy Portuguese emigration to Europe and North America and the colonial wars in Africa after 1961. The second two-pronged wave took place at the time of de-colonization in 1975 and was constituted, on the one hand, by migrants from all the former African colonies, who were Portuguese nationals of African origin by virtue of parentage or by having worked as civil servants in the colonial administration. Contrary to the irst group of African migrants, many of these were highly educated, in some cases white or lighter complected, who belonged to the upper class, often of mixed race. On the other hand, there was also the massive retornado population, which was overwhelmingly composed by white Portuguese and their African-born children who led "ngola and Mozambique at the time of independence. The low cadernos de estudos africanos • julho-dezembro de • , -of retornados lasted between 1974-76 and their total numbers oscillate between 500,000-650,000. This population became gradually integrated into mainstream Portuguese society and today many occupy positions of leadership in the economic and political sectors 6 . Yet, the most recent wave of sub-Saharan African immigrants since the 1980s and s has led to the leveling of diferences between previous "fro-Portuguese and current African immigrants together with their respective progeny (many of them born and raised in Portugal), becoming all subsumed by the Portuguese populace in conjunction with the media under the labels of "fricans , "frican immigrants", "second or third generation children of immigrants", or "blacks" (either the more neutral term negros or the traditionally derisive term, pretos)
7 . "ll signiiers, from the more ostensibly benign to the more virulently scornful, imply the othering of Africans and Afro-descendants despite the fact that there is today a large and heterogeneous population in Portugal of Afro-descendants in terms of national origin, social class, legal status, cultural ties to Portugal and/ or Africa, in addition to educational levels, that has been radically changing the landscape, especially in the Greater Lisbon region 8 . While Afro-descendants are making important contributions to Portuguese society especially in the economic domain, in addition to culture, sports, and to a very limited degree in education and politics, a large percentage of them -particularly Cape Verdeans (though not exclusively) -live in the most impoverished areas in and around Lisbon 9 . Meanwhile, Africa has been for some time a popular "cultural commodity" among Portuguese, most notably its music, literature, cuisine, and dance clubs. In fact, Lisbon has become one of the most African cities in Europe boasting a signiicantly rich and dynamic cultural scene. Lisbon is doubtlessly the musical and literary capital of Lusophone Africa. Not only does Lisbon remain arguably the symbolic and cultural axis of a now postcolonial Lusophone world at large, but it has also become more so than ever in its history a nodal point, albeit peripheral, both within an Afro-diasporic Europe and within the Black Atlantic (based on Paul Gilroy's famous conceptualization [1993] ). This is most apparent in the musical realm, where there are a number of well-established African artists who are partially or permanently based in Lisbon such as Angolans Bonga, Waldemar Bastos, and Paulo Flores or Cape Verdeans Bana, Celina Pereira, Tito 6 See Regina Mezzei's discussion on the retornado phenomenon (Mezzei, 2001 ). Other Afro-Portuguese groups who have experimented with African, African "merican or "fro-diasporic inluenced musical sounds such as soul, blues, reggae, or funk, in addition to dance electronica, are Orelha Negra, Cool Hipnoise, "lackout, and "uraka Som Sistema. The later group has become a global phenomenon through its creative appropriation and adaptation of the Angolan urban dance music genre of kuduro.
In Juventude em marcha is simultaneously Costa's most cinematically demanding and aesthetically stylized production. While sparse in dialogue, it atains astonishing heights of lyricism in both the quotidian and poetic registers of Cape Verdean Kriolu, which is the ilm's dominant language. Meanwhile, the desolate dwelling The next paradigmatic image takes place at the Gulbenkian Museum, which Ventura helped build in real life according to Pedro Costa. It entails another juxtaposition, this time of Ventura and a classical (Western) bronze statue of a male igure. Once again we see the ilm protagonist in the foreground through a medium close up next to the proile of the statue head. Ventura becomes a sculpture in his own right. Through this juxtaposition Costa aims at relativizing canonized Eurocentric notions of aesthetic beauty, as he brings marginalized black shantytown dwellers such as Ventura to the center of high art, while iguratively collapsing the physical walls of the institution that men such as Ventura helped build. Jacques Rancière (2009) Here, the former axis of the Portuguese empire is seen both from within and from the margins. At the same time, the world portrayed by Costa is largely shut of from mainstream culture, thus remaining unfamiliar to most Portuguese. In fact, the politics of empathy and equanimity vis-à-vis the "other" that prevail in
Costa's ilms reverberate into a double efect on its Portuguese spectatorship the establishment of a complicity pact with the audience in relationship to the "other" that is represented on screen, while at the same time provoking a sense of the uncanny (or unheimlich) combined with claustrophobia, spatial disorientation, as well as cultural and linguistic de-territorialization. The later dynamics is most striking in the opening scene, which takes place in the shantytown at night. The highly theatrical mise-en-scène involves the static shot of a dilapidated house through the use of vigneting technique whereby a studio light is projected onto the house while the outer edges are darkened. The aestheticization efect is that of a charcoal drawing typical of illustration books, thus seting the stage for the subsequent storytelling. Simultaneously, diegetic noise emanates from neighborhood voices along with the violent crash of appliances and furniture being thrown out the window, creating an uncomfortable atmosphere. Soon after, a deiant older Cape Verdean female igure Clotilde holding a knife emerges from the dark and engages in a long monologue spoken in the badiu variant of Kriolu in which she also breaks into song. Her monologue involves tales about her life in Cape Verde that serve an allegorical function, where as a strong and independent girl she would swim in the ocean as deftly as a ish to the point in which no boy or shark would dare catch up with her. Not even the longingly romantic mornas that the boys would serenade her could bring her back to shore. Clotilde also tells a story of her doubts about being a mother to her child and describes the terror expressed by her child at the prospect of being abandoned by the seaside. Once more, at the end, she deiantly asserts her independence vis-à-vis the boys, and by extension, the patriarchal order and the cultural expectations placed upon her as a woman. As she gradually withdraws into the background all we see is the knife shining in the dark, as a metaphor that condenses all the violence that will not be seen throughout the ilm. Later, we learn that Ventura was coupled with her, and that after being stabbed by her, she abandoned him. Here, the spectator is thrust into the sphere of intimacy of the characters' lives, both its universality as well as its Cape Verdean cultural and linguistic speciicity in the heart of Portugal.
Costa underscores a paradoxical and shifting dynamics of "distant proximity" at work both between the metropole and the islands as far as the privileged historical, cultural, and linguistic links between contemporary Cape Verde and Portugal, as a result of colonialism, widespread miscegenation in Cape Verde, a relative sense of cultural ainity, a special legal status of Cape Verde within the Portuguese African colonial empire, in addition to mass Cape Verdean migration to Portugal and economic dependence. Thus, Costa atempts to address this dy-cadernos de estudos africanos • julho-dezembro de • , -namics of cultural and existential "distant proximity" adopting two ethical strategies: an axiographic principle (as theorized by Bill Nichols [1991, pp. 77, 93] ) in the construction of cinematic space and a dialogical principle in the process of screen planning. We witness the former through the extensive use of contemplative close-ups, medium close-ups, and low angle shots that include contrasting geometric forms, texture, color and light, as previously pointed out, while the later is developed through an artistic and personal partnership that the director cultivates with the actors in collectively constructing the scenes, including the conversation pieces that populate the ilm.
There are two important commercial ilms that emerge to a large degree as dashed by the realities of a relentlessly prejudiced dominant culture. In fact, as
Isabel de Sousa Ramos asserts, there is a crude depiction of racist atitudes and acts, which is rare in Portuguese cinema 12 . Additionally, for many of the young characters portrayed throughout the ilm, weak family structures and the lack of economic opportunities lead them to the temptations of crime. In the midst of this precarious existence emerges an interracial love afair between lower-class Angolan-Portuguese Tó and middle-class Portuguese Carla that is destined to fail under the pressure of the adverse powerful forces just described. One of the most remarkable elements of this pioneering ilm is its musical soundtrack which features the best hip-hop music of its time in Portugal, primarily by black artists, which was still somewhat of a novelty. The music soundtrack of Zona J emanating from the periphery of Portuguese society left an indelible sonic imprint on the cultural landscape of Portugal thus contributing towards the assimilation and appropriation of hip-hop as it gradually became part of the Portuguese musical mainstream.
More than a decade later, in A esperança está onde menos se espera directed by Joaquim Leitão, the world of the posh upper-class oceanside suburb of Cascais intersects with that of Cova da Moura, the best known shantytown in Lisbon, where mostly poor Cape Verdean immigrants and descendants live. The story entails the disgracing of a popular and wealthy soccer coach (Francisco Figueiredo) who is ethically opposed to game rigging, which is part of the corrupt culture of world professional soccer. In the process, he loses his fortune as well as his wife (who emigrates to Angola), while his son (Lourenço) is forced to transfer from his elite bilingual school to a public school that is atended by many low-income black students from Cova da Moura. While his father sufers from paralyzing emotional trauma, the son struggles to and eventually succeeds in regaining his sense of dignity and self-worth by cultivating a romantic relationship with a Cape Verdean-Portuguese female classmate. While Lourenço is ultimately ac- Judas (1978) the various strategies employed by members of these families in coping with the social changes taking place in their midst. The historically dominant metropolitan group rejects the immigrants and their descendants at the same time stiling their social mobility, while one member of this family, Milene, accepts them, at the same time desiring a mutual integration that is cultural, afective, and sexual. On the other hand, the group of immigrants (in this case, Cape Verdeans) and their Portuguese-born ofspring display contrasting atitudes and strategies vis-à-vis life in Europe, whether it be self-segregation and cultural preservation, varying degrees of integration, and/or a luid and pragmatic atitude towards social mobility. Lídia Jorge points to diferent directions where their individual and collective lives may lead in the new Portugal that is emerging today.
The Leandro family through the grandmother igure, Regina, owns a building that used to house a cannery founded in the 19th century. Regina rents the building to the Mata family who moved there from a shantytown symbolically named "Bairro dos Espelhos" (or Neighborhood of Mirrors). Since she died, her adult children plan to sell the prime real estate to a Dutch irm interested in building a new urban development, but such would entail evicting the Matas. Meanwhile, Milene, the novel's protagonist who is the orphan granddaughter raised by Regina, alicted by oligophrenia and greatly marginalized within her family, falls in love with "ntonino, one of the Mata's sons. This love afair causes deep consternation within the Leandro family, to the point of having her criminally sterilized, thus denying her (and themselves) a mixed-race descendance, thus fulilling an eugenicist fantasy, though not forestalling the emergence of a multicultural society in Portugal, in spite of the fact, as argued by Paulo de Medeiros (2006, p. 356) , that Portuguese society still largely refuses to recognize itself as such. António Lobo Antunes' O meu nome é Legião (2007) [My Name is Legion] is a novel that conjures a highly charged psychological atmosphere through a radically fragmented, polyphonic, and multi-perspectival narrative, underscoring a fundamental socio-economic, racial, and psychic chasm at work in contemporary Portuguese society. The highly elliptical story revolves around a police investigation of a gang of eight mixed-race, black, and white adolescents from the low-income suburbs located north of Lisbon who commit violent crimes such as burglaries and muggings, whom are eventually killed by the police one by one. In this novel a proliferation of interior thoughts, bits of truncated dialogue, and fragments of a long police report on the crime suspects are interwoven together, where the oicial discourse of power is frequently undermined by an array of contradictory as well as vexed private emotions and thoughts. The dominant, albeit fractured point of view, is that of the inspector who conducts the investiga-cadernos de estudos africanos • julho-dezembro de
• , -tions on the crime wave. By the same token, he constitutes the embodiment of a profound ideological contradiction, whereby he is capable of simultaneously harboring racial hatred for the boys whom he kills, while at the same time gradually developing an intimate relationship with a mixed-race woman who lives in the same neighborhood where the boys live, thus overcoming to a degree his racial prejudices.
Throughout Lobo Antunes' novel, there is a repetitive and obsessive quality in the thoughts and uterances that populate the novel that not only provide a rhythmic patern throughout the narrative, but also provide multiple points of articulation, among others, for a hyper-racialized discourse and its racist expression (following David Theo Goldberg's conceptualization [1993] ), revealing its intrinsic pathology and the efects on the objects and subjects of such discourse.
There is an incessant reiteration of racialized epithets with a racist efect, while a vast repertoire of racial stereotypes are deployed including dehumanized notions of the "other", in this case, the mixed-race and black youngsters who are the object of obsession throughout this novel, even though their voices are rarely heard.
When their point of view inally emerges towards the end of the novel, what is revealed are deeply troubled lives of children and youngsters deprived of solid family and societal structures of support. This scenario coupled with widespread socio-economic and racial discrimination creates a sense of profound alienation vis-à-vis mainstream society, thus leading to a life of crime. "ntunes' novel ofers a grim diagnostic of contemporary multiracial and multicultural Portugal, or for that mater, Europe. Ultimately, through this novel, the author argues that there is a decisive patern of continuity in the racist ideology intrinsic to colonialism in postcolonial Portugal, particularly in relationship to African immigrants and their descendants. While this sentiment is shared by iction writer Lídia Jorge and all the ilm directors featured in this study Pedro Costa, Leonel Vieira, and Joaquim Leitão) , the nihilism that pervades in Antunes' novel (also detectable in the hopelessness that ultimately prevails in the ilm Zona J) stands in stark contrast with signs of equanimity that are present in the otherwise profoundly unjust social universe presented by Jorge's novels or Costa's ilms. In the works of these particular authors, as discussed throughout this essay, various modes of social conviviality are possible, together with alternative modes of symbolic representation with the ultimate goal of opening spaces for the exercise of "social citizenship" (a term suggested by Étienne Balibar [2001, pp. 298-299] ) within the Portuguese nation-state, and by extension, in Europe.
In their gestures of equanimity and ethical responsibility towards the "others" (in this case, black and mixed race Africans and Portuguese), all the (white Portuguese iction writers and ilmmakers featured throughout this study ultimately emerge as cultural mediators between a predominantly white mainstream Portuguese society and its "others". By the same token, there are other key sites of cultural and artistic production, such as popular music, theater, and visual arts (beyond cinema), where there is a presence of unmediated African and AfroPortuguese voices that heretofore have seldom been the object of critical relection, but that will surely become the focus of future studies. Cultural and artistic production highlighting the experiences of Africans and Afro-Portuguese plays a fundamental role as a supplement to the lack of full political citizenship and continued legal absence of the category of racial and/or ethnic minorities in contemporary Portuguese society. This essay has privileged the mediation eforts on the part of white Portuguese artists in their representation of Africans and Afro-Portuguese, many of whom are caught in a liminal space between being "frican immigrants and being Portuguese subjects of "frican origin in the quest for enlarging the space for the exercise of "social citizenship".
